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Abstract 
This paper aims to show the possibilities of inserting art education in lifelong learning programs. We are not only 
concerned with the content of learning but with other major elements of curriculum development. Besides our 
theoretical approach we would like to show the way art education could find its place in adult learning programs 
organized by higher education institutions. 
 
© 2014 The Authors. Published by Elsevier Ltd. 
Peer-review under responsibility of the Alexandru Ioan Cuza University. 
Keywords: art education, curriculum development, spectators’ training 
1. Introduction 
The Romanian educational policy has manifested a liberal attitude towards university foundation and university 
development in the past 25 years. As a result, the number of universities and academic programs has increased. In 
some cases, like the situation of art education and actor training, we can speak of chaos as well. Currently we have 
actor training academic programs at the public universities from Bucharest, Iaúi, Craiova, Tîrgu-Mureú, Cluj, 
Timiúoara, ConstanĠa, GalaĠi, and to this we have to add the private universities having faculties specialized in actor 
training. Every year several hundreds of students graduate these universities, but in the meanwhile the number of 
theatres has not increased, there is a continuous downsizing in the public sector, the core funding of the theatres’ is 
decreasing and private patronage system has not yet emerged. What will graduate students do? If universities would 
suspend actor training, that might create a high risk for the accreditation of the academic programs and would also 
cause unsolvable financial problems to the academic staff. 
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The meaning of art education in democracy has been a problem as well in the American society in the 90s, 
because as Hirsch argues, schools have fragmented the curriculum, separated skills from subject matters. In his 
works called Cultural Literacy published in 1988 he concludes that radical changes must be made in the educational 
philosophy and practice aimed at restoring the context of national culture (Gillespie, 1990: 31).  
In Romania the language of art was freed from the ideological constraints only after the revolution from 1989. 
Before the revolution, in the case of the political theatre, „the performance urged its’ audience to adopt particular 
forms of behaviour” (Marinis, 1987:101). In Romania the freedom of expression and the prohibitions’ termination 
forced the artists to search for new directions. As in the case of several performances „the perception and 
interpretation for which the theatre producers called upon the spectator is not rigidly preset” (Marinis, 1987: 103). 
Theatres followed the path shown by aestheticisation, the dominance of visuality and the new theatricality. Odd to 
the new means of expression and new forms, theatre increased in its complexity. But complexity relates to one’s 
capacity for information processing (Konijn, 1999: 171), that means the necessity of lifelong learning. 
The theatre that we call contemporary has gained a complex way of expressing itself to the untrained eye. As a 
result some performances are presented in smaller spaces, with few spectators, but full houses. According to the 
Eurobarometer data (Eurobarometer, 2013) in the recent years Romania has shown the biggest decrease of the 
spectators in comparison with the other states from European Union. This decrease was not possibly caused by the 
economic crisis, by the emergence of alternative programs or the viewers 'laziness'. „These lower levels of 
participation in cultural activities may to some extent be related to the economic crisis; <<too expensive>> is 
mentioned as reasons for not taking part more in such activities. However, it also appears to be a result of a lack of 
interest and lack of time, which were consistently the most frequent reasons mentioned (Eurobarometer, 2013, 61).” 
But this decrease may also depend on the increasingly complex readings on the performance and the more complex 
staging. According to numerous surveys spectators complain about the fact that they do not understand the 
contemporary theatre. The main task of the cultural institution’s managers is to create values and to communicate 
them to the audience.  
The art educators also have to test their theories and rethink what they know and value. In this process their 
formulas, theories and fashions are both tools and traps. They are tools for orienting, structuring and evaluating what 
goes on in our classrooms. They are traps, if they limit perception to rigidly presented categories (Hausman, 2009: 
112). Youngsters’ cultural literacy should be advanced, but we should encourage, spur the adult population to visit 
theatre, and enrich its own culture. As Gillespie shows drama and theatre has its specific role in education which 
consists of: „the importance of art as a way of knowledge, as a way of understanding ourselves and others, as a 
stimulus to collaboration, as a mean of acquiring basic skills like concentration and cooperation, as a means of 
acquiring global awareness, including the introduction to the heritage of many cultures (Gillespie, 1990: 35). But 
adult education has similar tasks based on UNESCO’s definition of the four pillars of learning: learning to know, 
learning to do, learning to live together and learning to be (European Lifelong Learning Indicators, 2008, 9). That is 
why it can gain a specific role for promoting art education in lifelong learning programs, because „although formal 
criticism can lead to an understanding of the text, it cannot lead to the necessary understanding of environment-as-
perceived-by-audience” (Gillespie, 1990: 42). 
In elementary education drama is not design for presentation, but rather for the „experience or educational value” 
(Gillespie, 1990: 36). But when talking about adult learning we have to add the critical approach of an artefact, 
where formal criticism views the artwork as an object, free from any environment, focusing attention on its form and 
structure, but contextual criticism views artworks in its space and time, focusing attention on the relationship of the 
work to its author, its place in the artistic tradition (Gillespie, 1990: 39). In the case of adult education it would be 
preferable to „locate a work of art within its social and artistic context” (Gillespie, 1990: 39). For these major goals 
cultural institutions have neither capacity, nor skills. That is why a lifelong learning program would be suitable for 
fulfilling the tasks. 
Besides arts, art criticism has undergone a tremendous change in recent decades. In older times, the main task of 
the art critic was to shorten the path between the creation and the recipients of the work of arts. They explained the 
essence of the works by helping the recipients to understand the meaning or the message of a work of art. Today, 
similarly to the artists, under the effect of postmodernism they present readings, which in many cases have nothing 
to do with the performance, the artefact. We can say that art critics became artists themselves having no purpose of 
helping the audience to understand the works of art. 
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A modern European society should be open-minded. More and more people want to learn besides working, want 
to accumulate scientific knowledge in different sciences, or to gain abilities which can be actively used in their daily 
lives. Understanding contemporary arts, music, visual arts, cinema, literature and theatre requires special skills. With 
the rise of the living standards in Romania, we witness the increasing number energetic retired people who, opposed 
to the old habits, want to live actively. To integrate this layer into society is a very challenging task. 
Our postmodern society has radically changed the learning and cultural learning tasks. Typical to the philosophy 
of our age is that there are no big ideologies, no grand narratives. Many narrative are parallel to each other, and do 
not strengthen each other’s validity. The mass and elite culture products ended up at the same value level, their 
importance is determined by the amount of interest for them. In this race the elite culture has fallen behind, precisely 
because of the difficulties in decoding. We need to move urgently namely because based on this only a mass 
consumer culture, society can be built, which will be very easily manipulated. The higher education institutions can 
do a lot for changing these conditions. We should note that today the culture does not mean only the sum of 
accumulated knowledge, but the ability of thinking and acting. To ameliorate the situation, the actor training 
universities, could establish a "spectator training" academic program as an adult learning program. Thus the main 
actor training program could be suspended for one-two years, and we could avoid over-education for the actors. The 
academic stuff would have a different activity. The main task of this course would be to educate a conscious, 
competent audience, capable to understand the works of art. This open-minded, qualified public would inspire the 
public in their process of creation and would spread in the micro or macro social sphere the knowledge accumulated 
at these courses and that would bring new spectators to the performances. Now, in this paper we speak about the 
theatre, but this kind of adult training art education could be established at other kind of arts.  
2. Theatre and adult education 
According to European Universities’ Charter On Lifelong Learning the terminology of lifelong learning 
embraces many concepts – including initial education for disadvantaged groups, continuing education and training 
for well-qualified graduates, and post-retirement opportunities for cultural enrichment – and is subject to 
considerable local, regional and national interpretation. (European Universities’ Charter On Lifelong Learning, 
2008: 3). Lifelong learning still represents a challenge for the Romanian universities that need to adapt their 
strategies, structures and even the mentality of their management (Popescu, 2013: 19). Universities have to define 
their concepts, practices and strategies in developing lifelong learning programs at institutional level. Strengthening 
and developing sustainable strategy must be a major task in preparing the different sequences of implementing a 
new program. Strategies, goals and objectives should be defined, programs should be made accessible in order to 
reshape the institutional „culture”. 
Theatre has always been a force in adult education. Virgil Baker wrote about the community theatres that they 
were taking their places in the over-all picture of adult education along with the public schools, churches, libraries, 
art galleries, encouraging creativeness, providing many forms of adult education: vocational, recreational, remedial 
and social. Baker names the drives behind the community theatre: desire of the individuals in every community to 
participate in activities which give them satisfying self-expression and the desire of local audiences to see legitimate 
theatre performed on home stages. But the vitality and strength of the average citizen lied in the inherent desire of 
the average citizen to learn and to express himself (Baker, 1952: 228-229). 
Another good example is the street theatre by raising critical awareness of issues that plagues the society. It can 
be innovatively used in teaching primarily because art based pedagogies encourage students to think creatively and 
to analyze existing knowledge in the light of their experiences. Thus they become reflective and in consequence 
reality becomes subjective to them, where both teachers and students are consumers and producers of knowledge, 
which is produced by new energy. The educative objective of the street theatre is to empower the masses and to 
motivate the audience to act. The power of street theatre can complement current models of teaching and learning 
and can enhance confidence, expression, imagination, voicing and articulations of the qualities of students which are 
very essential for any individual learner. So it deals with social, cultural, psychological and anthropological issues, 
which need to be addressed in holistic and multidisciplinary manner (Datoo & Chagani, 2011: 21-29).  
For example when naming the variables having a precise effect on the subject’s selective attention novelty, 
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surprise, complexity and oddity (Marinis, 1987: 109), we should also emphasize the importance of specific product 
characteristics for art appreciation as complexity, non-complexity, conventionality and non-conventionality. Thus 
the spectators’ attention is manly related to the complexity „offering something unexpected, unusual, and new 
information”, but to unconventionality as well where „art has an innovative, modern, experimental and usually 
progressive character” (Konijn, 1999: 171). Based on Marinis’s classification the spectator’s attention appears to be 
the product of a certain type of psycho-physiological disposition, arousal, excitation, curiosity, interest (Marinis, 
1987: 109). But Konijn talks about task emotions like concentration, challenge, excitement or admiration. These are 
the spectator’s tasks while watching the performance such as understanding the relationship between the characters 
and unravelling their motives (Konijn, 1999: 174). A performance can disrupt or frustrate expectations, producing 
effects of surprise and increased attention (Marinis, 1987: 111).Theatrical pleasure arises and is maintained in an 
unbroken dialectic between the frustration and satisfaction of expectations. The fragile balance is kept between the 
pleasure of discovery, the unexpected and the unusual, on one hand, and the pleasure of recognition and anticipated 
on the other hand (Marinis, 1987: 112). But Konijn builds his research on the opposite between the person’s who 
focus on conventional and conservative art forms, and those who focus on unconventional and progressive ones 
(Konijn, 1999: 171). 
3. Curriculum construction and art education in higher education  
Works of art are instruments of communication. What is communicated is a concrete experience, weighted with 
meaning, significance and value by means of forms (Longman, 1959-1960: 155). The highest function of the theatre 
is to teach (Howard, 1912: 38). Education and theatre have been linked historically out of its recognition of its 
power to teach (Gillespie, 1990: 43). The teacher in adult education programs should approach differently the 
process of knowledge transfer: they should possess knowledge of adult psychology: e.g. adult have a much bigger 
life experience, than the average students, this accumulated knowledge should be used actively in the knowledge 
transfer; taking into account that the adults’ memory is not the same as the youngsters’ one. An adult at forty-five 
learns only fifteen per cent slower than the youth in his twenties (Baker, 1952: 230). Adults need animators, not 
teachers, learning situations and not just discussion upon different topics. Animators need to increase interest, the 
spirit of observation, the need to rationalize and to give arguments (ùoitu, online, 86). The cognitive approach to 
aesthetic experiences consists in the fact that „spectators would prefer art that demands a high level of information 
processing and takes place in an unconventional setting” (Konijn, 1999, 169), which requires learning skills. Even if 
a „performance builds into its textual structure and anticipates a certain type of reception, a clearly determined 
attitude which the spectator may hold towards the performance” (Marinis, 1987, 104) and the emotional 
conductibility of the mass is very great (Howard, 1912: 40), spectators should also posses „a range of encyclopaedic, 
intertextual and ideological competence which is anything but standard” (Marinis, 1987: 104). That is why 
animators need to give tasks to the students, but new topics also, by which they have to pre-determinate the 
understanding of the performance. 
Still the spectator, the adult learner in our case, is defined is various ways. Marco de Marinis suggests the notion 
of Model Spectator based on Umberto Eco’s theoretical approach on the Model Reader. His aim was to show that 
production and reception of the performance are closely connected, and to show exactly in what way and to what 
degree a performance anticipates a certain type of spectator. He underlines that genre-based theatre anticipates a 
very precise receiver and demands well-defined types of competence (Marinis, 1987: 103), so understanding the 
performance is not some mechanical operation, but rather a task which the spectator carries out in conditions of 
relative independence (Marinis, 1987: 101).  
Later Marco de Marinis defines the spectator as a dramaturgical object, a mark or target for the actions/operations 
of the director, the performers and the writer. But speaking of the dramaturgy of the spectator in an active or 
subjective sense, he refers to the various receptive operations/actions that an audience carries out: perception, 
interpretation, aesthetic appreciation, memorization, emotive and intellectual response (Marinis, 1987: 101). In order 
to categorize these emotions we should refer to Elly A. Konijn’s study, who investigates the spectators’ aesthetic 
experiences in a sociologically and psychologically oriented perspective. Summarizing Elly A. Konijn’s research on 
the spectators’ behaviour we find out that „theatre performances that are in vogue are visited by high-status 
spectators, who generally find such a performance simple, quite conventional and polyvalent. While they watch a 
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very moving scene from such a performance, identification is marginal, whereas positive task emotions and empathy 
are strongly represented” (Konijn, 1999: 188-189). 
Today art education is ought to establish itself as a discipline like others that are already accepted in the 
curriculum. Hausman urges the avoidance of arguments that would polarize our field and instead offer a choice 
between a spirit that argues for conservation, the teaching of traditional values and the spirit of change, accepting of 
social responsibilities, and willingness to adapt instruction to particular circumstances. He fights for the inauguration 
of a new era of possibility and responsibility for art educators. He lists the possibilities among which we find distant 
learning, virtual environment, digital resources (Hausman, 2009: 111-112), all of them being indispensable in the 
case of adult learning. We also must have a singular approach to the teaching of art, like the Lifelong Learning 
Charter of the European Union. According to this charter universities commit to: embedding concepts of widening 
access and lifelong learning in their institutional strategies(1); providing education and learning to a diversified 
student population (2); adapting study programmes to ensure that they are designed to widen participation and 
attract returning adult learners (3); providing appropriate guidance and counselling services (4); recognising prior 
learning (5); embracing lifelong learning in quality culture (6); strengthening the relationship between research, 
teaching and innovation in a perspective of lifelong learning (7); consolidating reforms to promote a flexible and 
creative learning environment for all students (8); developing partnerships at local, regional, national and 
international level to provide attractive and relevant programmes (9); acting as role models of lifelong learning 
institutions (10) (European Universities’ Charter On Lifelong Learning 2008: 5-7).  
When curriculum planning analysing the claims of society means in our case defining the spectators as being part 
of the society, representing it by their aesthetic experiences, but also the by the status they try to acquire by visiting 
performances that represent their own social group (Konijn, 1999: 169). As George Elliott Howard sustained from a 
social psychological perspective that spectators can be considered „separate personalities” but also as a „unit of the 
spectator-crowd”, ultimately they appear as a „composite social-psychic personality”, dominated by its feelings and 
emotions. He defines the emotions as being springs of social actions and lists them: „instincts, appetites, cravings, 
impulses, sentiments, tendencies, beliefs and ideals” (Howard, 1912: 34-37). June McFee already in 1966 talked 
about the problems of society and social change, but also underlined the fact that goal statements should be re-
evaluated taking into account ethnic and cultural diversity. 
When seeking operational categories of the curriculum planning in higher education we should cite Manuel 
Barkan, who pointed out to four of them: what to teach and towards what end (1), what to teach to who and in what 
order (2), what to teach with (3), how to evaluate the outcomes of the learning (4) (Barkan, 1966: 273).  By now the 
main points in the spectator training curriculum development remain the goals, the content, methods and the 
assessment. When identify the learning needs we should refer to the Eurobarometer data. So local context is given 
and the priority of the curriculum does not overcome the priority of the learning needs. The stuff development 
inquires actors, directors, but specialist in theatre studies, drama pedagogy, theatre education as well. 
The purpose of this theatre education program is to provide an overview of the performing arts, especially of the 
theatre. Among admission requirements we name the ability to communicate, to analyse different situations in 
everyday life and in visual arts. Admission would be in two parts: based on a general knowledge test and a 
interview. It is not required a higher degree for the candidates. It is important to create a dynamic, open-minded 
group ready for dialogue with less energy. In our program we consider the number of the student being ideal about 
25 to 30. The two-semester afternoon courses would be kept in two types of learning environments three times a 
week in the classroom and once a week in the theatre. The program will be performance and skill orientated. So 
students will attain different outcomes: skills, attitudes and values, knowledge, behavior and creativity. Our major 
goals would be to reflect on the historical and cultural dimensions of theatre, but to develop a creative mood as well. 
Besides understanding and expression we do not need to give solutions, but to use heuristic conversation, problem 
solving in order to give the joy of discovery. At the end of the course we need to make sure that the participants will 
give prove of competence in understanding the artefacts and of cultural sensitivity. For this we should form their 
aesthetical judgment and other aspects of cognition, of critical thinking. We should also focus on the information 
processing, on forming the skill of information literacy by using different cognitive strategies. When using different 
methods we should name the problem, walk around the fact that the theatre, not like a simple narration, offers to 
each individual a way of thinking and treating problems. Contemporary artists have not formed any rules and in 
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many cases they have assigned logical things to the creative intentions. Another major task is arousing interest and 
to argue on why and how did contemporary art end up here. We should be aware of the fact that narratives can 
suddenly change, and will continue to change, but the adult learners should not consider them unexpected, and 
should react properly to the changes in the social and cultural environment, should take an active role in the cultural 
activities in order to overcome the obstacles of going to the theatre. Evaluating the outcomes of learning would have 
a practical form or would be based on projects, interviews. 
This program would be design for spectators, and will provide unique resources for understanding performances. 
Lester D. Longmans’s advice for curriculum planners is that as understanding fine arts necessitates simulating in 
imagination the original process of creation, the consumer must have capacities analogues to those of an artist. By 
examining the nature of a work of fine art we should discover what it takes to create or enjoy it (Longman, 1959-
1960: 154). This is why we recommend to the adults accepted into the program to attend courses like contemporary 
drama, performance analysis, spectacology, dramaturgy, introduction to the art of directing, and introduction to the 
art of acting (practice). Theatre is not an isolated art and uses the results of other art forms as well: the visual arts, 
media at the scenery, the literature and the text of the play, music, dance, and so on. All these must be presented to 
the students.  
4. Conclusion 
So our program will focus on training task emotions and empathy, but nevertheless on changing the spectators’ 
attitude, because in many cases viewers repudiate unintelligible forms of contents. Therefore we must also offer the 
basics of cultural literacy that might be a common language in understanding the message of the performance. By 
problem solving, by giving indications, the student may start the journey of discovery, but besides this cultural and 
social exploration, involvement and identification must not be excluded. The development of the new attitude of 
deciphering artistic forms will have cathartic effect on the viewer. Students as the a result of this course, as 
mentioned above, will not accumulate only specific information, but will learn strategies for deciphering different 
forms and contexts. The program offers ways for understanding, which extends fulfilments and strengthens the 
social embedding. That is why a cognitive approach to aesthetic experiences is also needed. 
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